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 This creative project produces assets to explore the different impact on the audience’s 
emotional response, between the 21mm and 35mm camera lens during scenes of heightened 
suspense. This project consisted of a short science fiction script, thirteen pages in length, written 
with two key sequences. These two key sequences were the most intense scenes in the script. The 
whole script was then filmed, with the two key sequences each shot twice, on both the 21mm and 
the 35mm lens. The film was then assembled in post-production and exported with two separate 
cuts. The first cut with the two key sequences shot solely on the 21mm and the other cut with the 
two key sequences shot solely on the 35mm. Both sequences feature a range of angles, including 
wide, narrow, and close up, providing a substantial variety to test from. This paper attempts to 
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INTRODUCTION AND RATIONALE  
 
 Cinematography is the art of manipulating light, objects, and cameras to create a motion 
picture. A motion picture can be a short film, an advertising campaign, a feature length film, the 
list goes on. Under the direction of the director, motion pictures attempt to convey a certain set 
of emotions to an audience. In horror films the desired audience emotional response would be 
fright, in romantic comedies it would be joy and laughter, in an advertising campaign it might be 
a call to action. The director or writer chooses these emotions when they chose the genre. 
Chandler (1997) believes “conventional definitions of genres tend to be based on the notion that 
they constitute particular conventions of content (such as themes or settings)” (p.2). In other 
words, audiences have come to expect certain emotions from certain genres of film. 
The art of cinematography has been practiced for well over a century and there are many 
theories on its different aspects. If a cinematographer makes the right decisions, the audience 
should feel like “they are right there in the movie” (Lombard & Ditton, 1997). When done right 
the audience should never notice the difference in lighting or framing between one shot and 
another. One of the most important aspects of a cinematographer is the knowledge to choose the 
right camera, lens and recording medium for a specific script. Although, this area is constantly 
evolving as new cameras, sensors, and lenses are released yearly. Fifteen years ago, almost no 
one shot on digital, now digital is the dominate recording medium (Follows, 2016). The Super 35 
sensor has been the industry standard sensor for years, but now some cinematographers are 
pushing for larger full frame sensors. Then there are the choices of lens mount and lens type, PL 
vs EF, prime vs zoom, or wide vs narrow. There is almost an endless combination of lenses and 
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camera mounts that can be combined using adapters, creating many unique looks for a 
cinematographer. 
Lenses are the primary way cinematographers turn light into images. They are made from 
multiple pieces of glass which allows the passage of light which then strikes the sensor or film. A 
lens is “a piece of transparent material (such as glass) that has two opposite regular surfaces 
either both curved or one curved and the other plane and that is used either singly or combined in 
an optical instrument for forming an image by focusing rays of light” (Lens, 2019). There are no 
major differences between a lens used for a still camera, a video camera, a telescope, a 
microscope, or any other device that uses a lens. They all consist of a convex or concave lens or 
in most cases several lenses working together to create an image. The different lens elements 
work together to focus or disperses a light beam by means of refraction down a single axis, 
towards an image sensor or film. To see different types of lens elements, refer to Appendix A. 
The lens as we know it today was first invented in the 13th century in Northern Italy to be 
used as eye-glasses. Slow perfection of these assistive devices leads to the creation of the optical 
microscope in 1595 and the refracting telescope in 1608, both in the Netherlands. Though it was 
not until 1668 when Isaac Newton created the first functioning reflecting telescope. After the 
invention of these two devices there was a massive push to experiment and improve lens shapes 
and sizes throughout the 17th and 18th centuries. 
The camera obscura, which dates back to the ancient Greeks and Chinese, was a widely 
known device, but it was also known to not ‘record’ the image to a physical medium 
(Gernsheim, 1969). It was not until 1827 when Joseph Nicephore Niepce created the first 
photographic image recorded on a physical medium (Gernsheim, 1969). Charles Chevalier’s 
work with achromatic lenses helped further photographic image quality and the advancement of 
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multi-element lenses (Gernsheim, 1969). Around 1850 apertures were added to lenses to modify 
light and depth of field. It was not until the end of the century that the first telephoto lenses were 
invented (Gernsheim, 1969). 
At the turn of the century the first motion picture films began to be shown in projection 
houses. Multiple shots and continuity editing soon became practice. In the late 1920’s 
synchronized dialogue started to appear in films, then throughout the 1930’s color was added via 
technicolor and thus launched Hollywood into the golden age. After WWII cinema entered the 
post-classical era with many advancements. In the second half of the century many new tools 
such as the Steadicam, wireless instruments, larger glass and more powerful lights were added to 
the industry. After the turn of the millennium, digital cameras began to take over the traditionally 
film dominated industry. New glass and sensors were constantly being updated and added to 
production houses. Today, directors of photography have many choices when it comes to 
cameras, sensors, lenses, and lights. 
Lenses are chosen for specific reasons, one of which is to create certain emotions in the 
audience. For example, different lenses can be used to make the audience feel more immersed in 
the film or to draw more attention to the film. They can give the audience a certain perspective of 
a character or to make them feel more sympathetic towards a character. There is, more or less, a 
standard in the industry for which lenses should be used on certain shots, an 85mm for close ups, 
a 50mm or 35mm for mediums, a 21mm or 18mm for wide establishing shots. It is generally 
advised that cinematographers follow this in order to not draw the audience's attention to the film 
itself. If there is, all of a sudden, an unusual shot in a sequence there is a chance the audience 
will be thrown off guard and out of the story. Though, cinematographers break these rules all of 
the time when they need to convey a certain feeling, maybe one of discomfort. Putting a wide 
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lens on and placing the camera very close to the talents face will create a more distorted image, 
than compared to a 50mm with the same framing and the camera back several feet. The choice in 
lens is as important as the choice in lighting or camera movement when trying to convey certain 
emotions to the audience.  
Project Outline 
This creative project will look at the different impact the 21mm and the 35mm lens has 
on the audience's emotional response in the thriller and horror genre. A pair of prime lenses will 
be used to film the same two scenes, once with each lens, in a short science fiction film. The 
framing of the talent will remain the same between the two lenses. The camera will have to either 
move closer or further away from the talent, causing changes in the background compression and 
lens barrel distortion. The finished product will be two separate cuts of the same film, each will 
feature two scenes or key sequences, shot with different lenses. These two separate cuts of the 
same film will then be used to explore the difference. In addition, they may be used as part of a 
future study to see if there is a significant difference between these lenses on the audience's 
emotional response. This project will focus on the sci-fi/horror genre and the scenes that have 
been chosen as the key sequences are those of heightened suspense.  
The significance of this study for the discipline of film is that every live action 
production utilizes a lens of some sort. Modern day lenses have a very large range in sizes, 
lengths, elements, and speeds. When a director of photography is picking what gear to use on a 
production, the camera and list of lenses are at the top of the priority. Digital or film, full frame 
or Super 35, Zeiss or Cooke, telephoto or prime, anamorphic or spherical? The list is long and 
constantly being expanded, drones, gimbals, and new sensor technology are changing the film 
industry. For every script, a director of photography chooses the range of lenses needed for the 
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story. They could range anywhere from 8mm to 600mm or more. For some scenes one director 
of photography may choose a 21mm while another director of photography would choose a 
35mm. It is often a choice made before production, during pre-production when creating the shot 
list, but at times this decision is made on set after viewing the size of the location.  
I will be specifically looking at the thriller/horror/science fiction genre and how the 
21mm vs the 35mm affect scenes of heightened suspense. The short film is titled The Unknown 
and is a science fiction story about a man living alone in rural Indiana and his encounters with an 
unknown presence from outer space. The horror/science fiction genre will create the best way to 
test the audience's emotional response as there are very specific emotions that need to be created, 
for example emotions of terror and discomfort.  
In my opinion I believe the 21mm will provide the greatest effect on the audience during 
scenes of heightened suspense. I believe this because the angle of the lens provides a view larger 
than that of the human eye and this angle can be unsettling. Under the right circumstances it can 
further isolate the talent from their surroundings, for example if someone was alone in a dark 
wood or if they are being watched by something. In my opinion, I believe the 35mm will not 
produce the same effect on the audience. This is because it has such a shallow depth of field that 
it seems too much like a classic ‘Hollywood’ film and the audience will remember they are 
watching a film and not be as immersed. The 21mm on the other hand has a deep focus and can 
almost make the audience feel like they are in the movie.  
The RED Scarlet with a PL mount was the camera used to capture this film. The Scarlet 
is a Super 35 size sensor camera, which is industry standard. The film was captured in RED’s 4k 
widescreen format which uses an area of the sensor the size of 22.12 mm x 9.21 mm with a 
resolution of 4096x1706 pixels. The lenses used will be the Zeiss Compact Prime CP.2 21mm 
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lens Appendix B and the Zeiss Compact Prime CP.2 35mm lens Appendix C. Four separate 
insert shots were needed and captured after principal production and were filmed using a 
























Before beginning production on this film, I conducted research on lenses, cameras, 
emotions of genres, and the sci-fi and horror genres. After looking through databases on JSTOR 
and EBSCOhost as well as Google Scholar, I could not find many research papers on the topic of 
camera lenses. It seems there is not a lot of academic studies conducted on how lenses affect the 
audience's emotional response, let alone studies comparing the differences between one lens and 
another. I could not find a single paper or article comparing the differences between the 21mm 
and 35mm lens and their impact on the audience's emotional response. I did find more articles on 
the subject of lenses and cameras in trade magazines than compared to academic databases. 
However, the research in trade magazines provide more technical information, such as the 
differences between lens lengths and sensors sizes, than on the emotional response from different 
lenses.  
As such, I saw this as an opportunity to fill a gap in information on a pair of certain 
lenses. Further expanding on the differences between the 21mm and the 35mm could help guide 
directors of photography on their choice between the two lenses. The overlap between them and 
the shots they could accomplish are at times similar, so much so that choosing one over the other 
is not always an easy decision.  
Lenses 
According to Bordwell (2002) “from the 1910s to the 1940s, the normal lens used in 
feature filmmaking in the U.S. had a focal length of 50mm” (p. 17) providing standard shots, 
while telephoto lens from 100mm to 500mm provided closeups. It was not until the 1930s when 
wide angle lenses between 25mm and 35mm became commonly used (Bordwell, 2002). After 
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the 1970s the long-focus lens became the dominant lens for many cinematographers. It features a 
very shallow depth of field that allows for play with rack-focusing. Bordwell (2002) suggests 
that modern movies feature a “bipolar extreme of lens lengths” (p. 17) that cause an intensified 
continuity, or a more amped up style towards traditional techniques. As Paul Carter said 
“whereas people used to experiment with film stock to alter the look of a production, now they 
experiment with lenses” (Which lens?, 2015, p. 29).  
The lens is at the forefront of this project. Looking to see if there is a significant 
difference in the audience's emotional response between the 21mm and the 35mm has not been 
completed before. The 21mm on a Super 35 size sensor (roughly 24mm x 18mm) is considered a 
wide-angle lens while the 35mm on the same sensor would be identified as a normal lens. 
Normal meaning the angle at which the average human eye sees. Depending on the sensor size, 
the focal length of the lens determines how wide or narrow the image is. On a full frame sensor, 
roughly the size of 36mm x 24mm, a lens with a 50mm focal length is considered a normal lens, 
while a 35mm is considered wide. Since the Super 35 sensor is smaller than a full frame sensor, 
the 35mm lens is considered normal and the 21mm wide. Currently most cinema production 
cameras use the Super 35mm size sensor, that is why the RED Scarlet with a Super 35 sensor 
was chosen for this project.  
A lens with a focal length falling between the camera’s sensor measurements is usually 
considered a wide-angle lens (Holben, 2012). If the lenses’ focal length is shorter than the 
shortest side of the sensor, than it is usually considered an ultrawide angle lens or fisheye lens 
(Holben, 2012). That is why the 21mm is considered a wide lens and an 18mm lens would be 
considered ultrawide on a Super 35 sensor. A wide-angle lens gives more depth to the image as it 
shows more of the room. This can be opposite with a narrower lens like a 35mm or 50mm. When 
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using a narrow lens, the background becomes more compressed and appears closer to the subject 
while making it more out of focus. Using a narrow lens has a more Hollywood style feel as many 
Hollywood movies use narrow lenses. 
Sensor 
Shooting on a digital sensor is still a relatively new experience in the evolution of 
filmmaking. Directors of photography would once choose which type of film camera they 
wanted, then which type of film to record on. Different mediums would change the look and feel 
of the movie, creating many options to choose from to get the right look. It was not until the 
1980’s that the first digital cinema cameras began production, but digital cinematography did not 
really take off until the late 1990’s. George Lucas famously added several scenes, shot on the 
digital Sony HDW-F900, to Star Wars Episode I, released in 1999 (James, 2015). Lucas than 
went on to shoot Episode II & III entirely on digital (James, 2015). It was not until after the 
millennium that 4k digital cameras began to be produced and the following decade when 8k 
cameras were used. 
Today, many digital cinema camera manufacturers are using the Super 35mm film size 
(24.89mm x 13.98mm) as their standard sensor size (Holben, 2012, p. 74). This is the equivalent 
to the APS-C (Advanced Photo System, Type C) sensor in still image cameras. The digital Super 
35 sensor was created to be the same as 3-perf 35mm film, which became an industry standard in 
film during the second half of the twentieth century (James, 2018). Choosing to create the 
modern cinema sensor as the same size as the standard film size was an easy choice for camera 
companies, as many directors of photography would already be acclimated to the size and 
framing produced by this particular sensor size (James, 2018). 
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The following cinema cameras all contain roughly a Super 35 size sensor; the ARRI 
Alexa, Blackmagic Ursa, Canon C100/C200/C300, Panasonic VariCam 35, RED Scarlet, the 
Sony F55, and the list goes on. This list contains some of the heaviest hitters currently in the 
production world. Today though, there are many full frame DSLR and mirrorless style cameras 
shooting video as well. The first full frame DSLR to break the HD barrier was the 5D MK II, 
released in 2008. Over the following decade DSLR cameras would compete for the greatest 
resolution, sensor size, and recording bit rate. With such a widespread adoption of full frame 
cameras for video work, cinema production cameras are starting to feature full frame sensors as 
well, including the Sony VENICE and ARRI Alexa LF. Some companies are even going further 
than full frame, for example RED’s MONSTRO with a sensor size of 41mm x 22mm and 
ARRI’s Alexa 65 with a sensor size of 54mm x 26mm. Though full frame is not always the best 
option, smaller micro-four-thirds cameras like the Panasonic GH5 use smaller sensors. Reasons 
for using smaller sensors range from greater recording bit rate to a smaller camera package size, 
depending on camera. Today, the line for a standard video sensor is starting to become blurred as 
more productions are using micro-four-thirds, full frame, and even larger sensors.  
For this project a standard Super 35 sensor was the best option as it is still the industry 
standard for cinema production. Using a smaller or larger sensor would cause the project to not 
represent the standard of the filmmaking industry as it is today. In the future as sensors advance 
and become larger this project should be revisited.  
Framing  
 When the camera is in the same position and the lens is switched between the 21mm and 
the 35mm, the framing is going to be very different. In order to test the audience's emotional 
response between these two lenses, the framing of the talent needs to be same between each lens. 
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Keeping the framing the same will require the camera to either be pushed in or pulled back, 
depending on the lens. This will cause changes in the background compression and lens barrel 
distortion. 
According to Kang and Heo (2006) “each camera distance reflects personal or social 
distance in reality, reproducing the feelings and emotions people feel from them” (p. 2). Fiske 
(1987) believes that the “camera distance is used by visual media as a technical code to make a 
distinction between ‘us’ and ‘them’” (p.8) them representing the subject of the picture or film.  A 
normal camera shot is a mid-shot to close up “which brings the viewer into an intimate, 
comfortable relationship with photographed objects” (Kang & Heo, 2006, p. 2). According to 
Kang and Heo (2006) “heroes and heroines tend to appear in [medium shots] and [close ups, 
while] the villain and the villainess are shown in extreme close-ups” (p. 3). Fiske (1987) also 
suggests that extreme close-ups are “the code of the villain” (p. 6-7). Kang and Heo (2006) 
analyzed magazine covers and noticed extreme close ups are most often used for political leaders 
that are not liked versus medium shots for well-liked political leaders. Kang and Heo relied on 
the work of Fiske (1987) who analyzed the way television intersects culture. 
 The two key sequences of this project will feature a range of wide shots, medium shots, 
and close up shots. Filming a full range of shots from wide to close-up on both the 21mm and 
35mm will provide comprehensive angles to test the audience's emotional response. The first key 
sequence takes place entirely outside while the other takes place entirely inside with a final shot 
on the outside. 
Genre 
The genre of this project’s short film is very important. In order to use this film as a test 
of the audience's emotional response, there needs to be a specific emotional response to look for. 
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This needs to be an emotion that can be easily identified, for example laughter or expressions of 
terror. For that reason, the themes of this project’s short film were chosen as science fiction, 
horror, and suspense. Utilizing the horror genre as the mode of influence will create the clearest 
way to test the audience's emotional response.  
Science fiction and horror are so related that they are almost the same genre. Carroll 
(1987) suggests that the two are almost interchangeable, “much science fiction of the bug-eyed 
monster school, for instance, is really a species of horror, substituting supernatural forces with 
futuristic technologies” (p. 51). Choosing science fiction and horror as the main theme of the 
short film was specific because according to Carroll (1987) “like suspense, works of horror are 
designed to elicit a certain kind of affect” (p. 52). Carroll (1987) states that “horror appears to be 
one of those genres in which, ideally, the emotive responses of the audience run parallel to the 
emotions of characters” (p. 52). Horror requires a specific kind of emotional response from the 
audience, one that usually mirrors what is on screen, it can be easily identifiable by sudden 
movements, clenching teeth, or looking away from the screen (Carroll, 1987). Using scenes of 
heightened suspense as the two key sequences of this project will provide the clearest example of 
specific emotions in the audience.  
Summary of Literature 
The difference between one lens and another could have an impact on the audience and 
their emotional response to certain scenes. The way a subject appears in relation to their 
background and surroundings can change the very mood of a scene. If a wide angle is used and 
the audience feels more immersed in the film, will that create a more intense emotional 
response? Or if a narrower lens is use, would the audience still consciously realize they are 
watching a film and not show such an intense response?  
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Research into this topic showed that there has not been any empirical data collected on 
the difference between the 21mm and the 35mm and their respective emotional response they 
cause in the audience. When creating a film, the plot is usually considered the most effective in 
trying to create a desired emotional response in the audience. The lens is not usually taken into 
consideration, until a director of photography is brought onto the project to turn the script into a 
shot list. That director of photography will use their knowledge and understanding of 
cinematography to try and convey the desired emotions the director wants. Under certain genres 
a director of photography can use certain lens and camera movements to convey desired 
emotions. But can there be one lens that better provides a better desired emotion over another 
lens?   
Currently, there is a very large number of possible lens and camera combinations. Using 
lens adapters almost any lens can be thrown on any camera body, vintage lenses on modern 
camera bodies, EF mount lenses on a PL mount bodies, the list goes on. Films now are even 
being shot on iPhones with a sensor a fraction of an inch or with camera sensors larger than full 
frame. For this project I wanted to use an industry standard Super 35 sensor. I also wanted to use 
two of the most common lenses for that sensor size, the Zeiss 21mm and 35mm. The 21mm 
considered a wide-angle lens and the 35mm considered a medium lens, with both able to be used 










 To test the different emotional impact on the audience between the 21mm lens and the 
35mm lens, images from each needed to be shot and compared to one another. Specifically, these 
lenses needed to be shot on a camera with a Super 35 size sensor. Framing of the talent will need 
to stay the same between each lens, with the camera moving either closer or further away from 
the talent to compensate. The amount of information behind the subject will change as the 
camera switches between a normal and wide lens. The appearance of the talent will also change, 
going from a more normal appearance with the 35mm to a more warped image with the 21mm 
because of the lens barrel distortion, an example can be viewed in Appendix D. This is caused 
by the camera being placed closer to the talent with the 21mm, creating a more distorted image 
of the subject, something close to the fisheye effect.  
The chosen scenes to be shot twice will be from the short film, The Unknown, written 
specifically for this project Appendix E. To make sure there are certain emotions the audience is 
expected to exhibit, scenes of heightened suspense were written specifically and chosen as the 
key sequences. This short film will be the main stimuli to test if there is a significant difference 
between the 21mm and the 35mm lens. To increase the accuracy of this project, two separate 
scenes of heightened suspense where chosen, both to be shot twice with each lens.  
Through the academic year of 2018-2019, I wrote the short narrative script, The 
Unknown, which is around 12 pages in length. The themes of this film were suspense, science 
fiction, alien abduction and horror. The two key sequences are the top two most intense scenes in 
the whole short. One happens about two-thirds of the way through the script and the other is the 
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final scene. Each scene is about sixty seconds in length and consists of roughly five separate 
shots ranging from wide to close up, which should provide enough stimuli to run an experiment.  
Pre-Production 
Pre-production started in the late summer of 2018, with the initial draft of the script being 
written. Throughout the fall, I had several friends as well as one of my English professors, Matt 
Mullins, read the script and provide notes and feedback. The script was finalized in early 
January. Starting in December the script was transformed into a shot list APPENDIX F. The 
shot list detailed every shot chronologically in the script, including the key sequences, 
highlighted in dark blue. This shot list detailed which lens, camera position, angle, and 
movement each shot consisted of. The shots are color coded to location. In the weeks leading up 
to production, I transformed the shot list into a shooting list APPENDIX G, mainly working 
around the expected weather (sub-zero temperatures and snow).  
In the fall of 2018, I started to gather props and set pieces. Joined by my producer Ashley 
Mullen and script supervisor Jacob Guenin, we shopped around local antique stores looking for 
house items from the 1950’s and 1960’s. A few specific pieces had to be bought online, such as 
the original 1963 calendar that hung from the fridge and the hanging lights in the barn. All of the 
large pieces of furniture were borrowed for free from Shelby County Players, a non-profit theater 
located in Shelbyville Indiana, thanks to my friend Gregory Cox who works there. This included 
the old Frigidaire fridge, the dining table and chairs, floor lamps, side tables, the radio, the alarm 
clock, sheets, bowls and cups. Two weeks before production my key wardrobe, Abigail 
Radwick, went to Goodwill with the talent to shop for clothes. Everything was purchased for 
under $80 with the talent already owning some items such as boots. 
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In December of 2018, a lighting and camera test was conducted with my gaffer Ryan 
Faust. Before this test, two cameras where in the running to be used on this project, the Sony 
PMW-F5 and the RED Scarlet. Both cameras utilize a Super 35 size sensor, with dimensions 
22.12 mm x 9.21 mm (when shooting in 4k widescreen mode) and have an industry standard PL 
lens mounts. After shooting examples on location, I chose the RED because it had the look I was 
trying to accomplish and the flexibility of its raw files over Sony’s internal demosaicing file 
structure. For the lens selection, I needed consistency, so I chose to only shoot on the Zeiss 
Compact Prime 2 series of lenses APPENDIX B & C. These lenses are very standard and 
provide a sterile image that works well to eliminate unwanted variables in this project. This is 
because these lenses do not provide any unique look that might affect the audience's emotional 
response, as compared to something like an anamorphic lens.  
Production 
Production took place over the three-day weekend of January 19th to the 21st of 2019. 
Each day was roughly twelve hours long. A crew of eighteen people worked tirelessly in the cold 
to produce this film. For a full list of the crew and positions look at the bottom of the call sheets 
located in APPENDIX H. A large amount of production gear was used on this set including, a 
RED Scarlet, Carl Zeiss lenses, a Teradek Bolt LT, a wireless follow focus, a Dana Dolly, an 
Arri SkyPanel, HMI’s, a P360 Filex light kit, an InBetweenie tungsten light kit, and a dimmer 
kit. For a complete list of all production gear used, look at APPENDIX I. 
Production faced a few problems with weather, mainly a large snow storm that came on 
the first day of production, trapping all but one of the crew on location that night. This also 
caused issues with continuity when shots were looking through the windows from inside. To best 
minimize continuity mistakes, shots were arranged around the snowfall as best as possible. The 
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third and final day of production was all exteriors, both day and night. The temperature on that 
final day started off at -9°F and did not get above 9°F all day. Because of such severe 
temperatures, I decided to cut all the Movi shots I had initially planned as I was worried the 
Movi would have difficulty operating so far below freezing. All the Anton Bauer batteries 
depleted at a very high rate but with a quad charger and a dozen batteries production continued 
all day. 
During production, we captured each shot in the key sequences twice, once using the 
21mm and once using the 35mm. We would set up the camera for a given shot, for example 25A, 
and we would shoot that shot with both lenses before moving onto the next shot 25B. This 
limited the set-up time we would need versus if we captured the whole sequence with one lens 
first then the next lens. We would shoot each shot with the 35mm first because it is narrower, 
and we were working against limited space in the house, before moving on to the 21mm. Once 
we framed up the 35mm we would rehearse the scene a couple of times then roll several takes. 
When we had a take we were happy with, we would move onto the 21mm. Since this lens is 
wider and I needed to keep the framing of the subject the same, we moved the camera closer to 
the talent, usually between one to three feet in. We would rehearse the scene with the new 
framing then we would roll and capture at least one usable take before moving on to the next 
shot. When labeling each shot on the slate, we would label all shots with the 35mm with a single 
letter, then all the shots with the 21mm with a double letter, for example, 25A and 25AA. 
Post-Production 
 Post production started the day after production wrapped. Using multiple hard drives on 
set, I was able to hand off the 500GB of footage to my editor Nick Kinder right away. Kinder 
organized all the footage and audio into folders for each scene. He then linked the audio to the 
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footage and started assembling the film. The first two weeks of post-production consisted mainly 
of story editing, figuring out pacing and mood. I would sit in on Kinder’s editing sessions at least 
three times a week. The third week I took the editing hard drive and started building out the 
sound design. The radio dialogue was also written this week as I chose to write the radio 
dialogue in post-production as we would need to see the timing of the edit to know how much 
dialogue to write. Nick took the editing drive back for weeks four and five to finesse the edit. It 
was during weeks five and six that we would work together for many hours to finalize the score. 
Weeks seven, eight, and nine were spent coloring and mixing the final sound. 
During the initial assembly of the film, Nick noticed that during the last key sequence we 
needed some more insert shots to help the pacing of the scene. I had limited time left with the 
props and was unable to use the RED Scarlet or the Zeiss Compact Prime 2 lenses in the time I 
had, so I used a Fujifilm X-H1 with a FujiNon 35mm lens. The X-H1 has a similar sensor size of 
23.6mm x 15.6mm to the RED and recorded in a 4k 17x9 aspect ratio. There are three added 
insert shots during the final key sequence that are not part of the test and will remain as controls, 
they consist of a close up of the radio and a shot of the staircase.  
When editing this film, Nick built the best version of the film first, utilizing shots from 
both the 21mm and 35mm mixed together during the key sequences. We did this initially 
because we wanted to build the narrative and sound design to the best they could be before we 
separated the film into two separate cuts. When assembling started, we would find the best take 
of each the 21mm and the 35mm in a given shot, then we would place them both on the timeline 
over each other. We then scaled them down enough, so we could fit them both on the program 
monitor. We could now watch both takes simultaneously and could easily determine which angle 
best suited our need for any given shot.  
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Once the entire film was locked down, I duplicated the sequence in Adobe Premiere Pro. 
I went into the first sequence, which is named the 21mm sequence, and started swapping out any 
shot during the key sequences with the 21mm. I then went into the second sequence, the 35mm 
sequence, and swapped out any shot during the key sequences with the 21mm with the 35mm. 
The length of every shot during the key sequences was kept exactly the same to keep consistent 
timing between the cuts and score. 
Summary 
 I felt this method presented a unique way to test the effects of different lenses on an 
audience's emotional response. Given that there has not been a lot of research or studies 
conducted on the difference between the 21mm and 35mm lens on a Super 35 sensor. The 
argument could be made that to best limit the external factors presented during production of an 
entire short film, only the key sequences could be shot and compared as opposed to a whole film. 
The key sequences could also be filmed in a controlled studio environment to limit external 
factors from locations with changing noise, light, weather, etc. Though I would argue that a short 
film presents the best way to test the audience's emotional impact. The reason a test like this 
would be done is so a director of photography could be better informed as to which lens to use to 
convey a certain feeling, in this case the feeling of discomfort. Using a short film and not 
independent sequences presents the chance to test these lenses during a ‘real world’ scenario of a 
short film. A real-world example provides a whole story with three acts, a hero, and a villain, 
something audiences are used to. Using The Unknown as the stimuli, with two separate key 




CHAPTER 4  
DISCUSSION OF PROJECT  
Plot Summary 
 The short film, The Unknown, is set in rural Indiana in January of 1963 and takes place 
over three days. A man living alone has several encounters with an unknown entity. He never 
fully realizes what is haunting him, hence the name The Unknown. I came up with the idea for 
the script in the summer of 2018 and started writing that July. The script went through months of 
revisions, all the way up until the week before production. The main and only character in this 
film is Alex (Alex Westrick). Westrick performs his role with no dialogue, as per the script. 
There is a radio that is prominent throughout the script and the only dialogue in the film comes 
from it.  
Alex lives alone because his wife past recently, he tends to their farm by himself now. As 
the film takes place in January, snow covers all the ground and Alex spends his time working on 
his tractor in the barn and shoveling snow. The film follows Alex along on three seemingly 
normal days, but he is gradually disturbed by an unknown presence. This presence haunts him 
till he is abducted on the second day, to only be woken up in his bed a week later with no 
memory of what just happened. He doesn't realize a week has gone by and continues on normally 
until he is abducted a second and final time during the climax of the film at the end. 
Aesthetic and Tone 
For the aesthetic of the film I wanted a modern take on the 1950’s and 1960’s look. I 
used films and shows like The Shape of Water (2017), The Help (2011), Mad Men (2007-2015), 
and Green Book (2018) for inspiration on set decoration and color palette. The year of the film is 
1963 but I wanted the farm house to be dressed more like the 1950’s with an older radio and 
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refrigerator. I went with a pastel palette for the rooms and wardrobe. In the dining room, the 
curtains, lamp shade, and table cloth all had a nice matching pastel tone. Artwork that were 
hanging on the walls were painted by my mother and provided a unique home look.  
 During post production, Kinder and I worked a while on setting the right tone through the 
score. We drew a lot of inspiration from the original Alien (1979) score. When Kinder was 
initially editing the film, he placed in several tracks from Jerry Goldsmith’s original score as 
temporary tracks to see what the mood felt like. From there we looked on many websites for 
pieces that could match the mood we were looking for. It was a slow process of mix and 
matching different pieces. 
Problem Space 
 This project will add information on the subject of the 21mm and 35mm lens on a Super 
35 sensor in relation to the audience's emotional response. When trying to decide what to make 
my creative project about, I noticed just how little information there was on the difference 
between lenses and how they affect the audience's emotional response. Lenses are some of the 
most important gear to a production, having the right set of lenses with a cinematographer that 
knows how to utilize them is integral to the film. Cinematographers use lenses as a means of 
conveying emotion, making decisions all throughout a script to advance the narrative. 
I saw this as an opportunity to create a way to test a pair of lenses, originally the 35mm 
and 50mm, but as stated in my methodology switching to the 21mm and the 35mm. These two 
lenses are two of the most popular out there for this sensor size and comparing them would be 
beneficial to the industry. This creative project fits perfectly into the problem space and can be 
used by future cinematographers to help determine which lens to use during scenes of heightened 
suspense.  
 26 
CHAPTER 5  
CONCLUSION AND RECOMMENDATION 
Limitations 
Initially, I was going to look at the 35mm vs the 50mm but, as stated in my methodology, 
during my pre-production lighting and camera test I noticed shooting with the 50mm inside my 
location was almost going to be impossible to obtain the framing needed. It was during this pre-
production shoot that I decided on using the 21mm instead of the 50mm but still kept the 35mm.  
During editing, Kinder noticed that a couple insert shots were needed to set the pacing of the 
climax right. As I was working against limited time with the props and could not film with the 
RED scarlet, a Fujifilm X-H1 with a Fujinon 35mm lens was used. These shots were added in to 
the final key sequence but will not switch between a 35mm and 21mm and will remain a control.  
Conclusion 
 The differences between the 21mm lens and the 35mm lens on a Super 35 size sensor are 
vast. There are changes in the audiences’ perceived perception, the cameras proximity to the 
talent, the background distortion, and the spatial awareness of the audience. Rooms and yards 
appear larger on the 21mm while further objects appear closer to the talent on the 35mm. Objects 
close to the camera when the 21mm is on appear more warped because of the lens barrel 
distortion. 
 In post-production, when Kinder and I were assembling the film, it was a very interesting 
experience having shots with two different lenses to choose from. Not only could we adjust 
things in post such as the length of the clip, the order of the clips, the music and tone, but for two 
scenes we had the option to choose between two different lenses. This was very exciting as an 
editor. As stated in the methodology, when the first assembly of the film was being built, we 
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used a mix of both the 21mm and the 35mm in the key sequences, to build the single best version 
of the film first before separating it out. 
When the final two versions of the films were exported, it was interesting to watch the 
two key sequences with either only the 21mm or the 35mm. As this project will not conduct an 
empirical study, all results are subjective from either myself or my editor Nick Kinder. As a 
result, I do not have a definitive answer on which lens, the 21mm or the 35mm, provide a greater 
effect on the audience's emotional response, I only have my opinion on certain shots.  
It was interesting to see how in some shots, for example when Alex is walking down the 
driveway to the mailbox, the 21mm made the distance from the house to the mailbox seem 
greater. This then made the whole yard look bigger and the barn in the background further away, 
causing a greater isolation of the subject from the world around him. As we edited we felt this 
greater isolation of the character translated a more uneasy feeling. 
In other shots we wanted to compress the distance between the subject and the 
background by using the 35mm lens. For example, when Alex is standing at the dinner table 
during the final scene, there is a shot of his hand trembling and a flashing light in the 
background. We chose the 35mm because the flashing lamp appeared closer to the subject, 
meaning the haunting presence was closer to Alex. We felt this caused a more uneasy feeling as 
we sympathize for the character. There is also a separation that occurs from the shallower depth 
of field from the 35mm, that in a way further isolates the subject from their surroundings. During 
this same scene, there was a close up on Alex’s face as he was staring at the haunting presence. 
For the initial assembly, Nick actually cut between the 21mm and 35mm rapidly to create this 
very uneasy feeling. This obviously could not be transferred to the two final cuts of the film as it 
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featured both lenses on a single shot, but it was interesting to see how these lenses can be 
combined together.  
At the end of this project I have a much better idea of how to utilize these two lenses 
during a production. I would not say one lens is better than the other, but in the single cut of the 
film utilizing both lenses, we used the 21mm more than the 35mm. This could be because the 
21mm provided more spatial awareness and helped isolate the character from their surroundings. 
As we edited, Nick and I both felt the openness of the 21mm provided the best uneasy feeling for 
shots featuring the whole room or yard. This could also be that the 21mm is used a lot in lower 
budget horror films and as we edited, we were influenced by these past films. 
As no study was done on the difference between these two lenses, this project and the 
stimuli, The Unknown, can be used by another group if they decide to pursue empirical data on 
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Full Gear List 
● RED Scarlet 
● Dionic Charger 
● Dionic Batteries 
● Black Pro-Mist Filters 
● PL LENS: 21mm & 35mm 
● Boom 
● XLR 
● 744t Sound Devices 
● Apple Boxes: Full, Half, Quarter, Pancake 
● Dana Dolly 
● Extension Cords 
● 702 Bright 
● Walkie Kit 
● 1.2k HMI 
● 800w HMI 
● 200w/400w HMI 
● Kino Flo 
● LED small light 
● Sky Panel 
● Lite Panels 
● Filex light kit 
● C Stands 10pc 
● Flag kit 
● Silk Kit 
● Grip Kit 
● Gel Pack 
● Sandbags 
● Wireless Follow focus 
● Teradek 
● Movi 
● Ready rig 
● Junior avengers 
● Directors monitor 
● Baby stand 
● Noga arm 
● Black flag 
● Knife blade 
● Silent grid 
● Voodoo cloth 
● Slate 
● Curved dolly rails 
● Dimmer Pack 
